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BXOGBAPHICAL  SKETCH— LUDWIG  VAN  BEETHOVEN 

Born  at  Bonn,  Germany,  December  16, 1770. 

Died  at  Vienna,  Austria,  March  26,  1827. 

Y common  consent  of  the  musical  world,  the  composer,  Ludwig  van  Beethoven,  was  either 
absolutely  the  greatest,  or  at  least  one  of  two  or  three  greatest,  of  all  the  composers  who 
have  ever  lived.  This  eminence  is  given  him,  in  part,  for  the  finish  of  his  style ; but  more 
by  reason  of  the  nobility,  strength  and  beauty  of  his  melodies  and  harmonies.  Music  may 
be  “technic,”  skill  in  composition;  or  it  may  be  a revelation  of  human  moods  of  unusual 
range  and  nobility;  or  it  may  be  both  these.  Beethoven’s  music  has  both  these  merits,  and  in  range  and 
nobility  of  moods,  as  well  as  in  exquisite  melody  and  significant  harmony,  his  music  stands  with  the 
world  at  large  higher  and  more  enjoyable  than  the  music  of  any  other  composer  whatever. 


Beethoven  came  of  a Dutch  family  of  musicians,  who  were  singers  in  the  choir  of  the  cathedral  at 
Antwerp.  But  early  in  the  18th  century  Ludwig  van  Beethoven,  grandfather  of  the  composer,  had  re- 
moved to  Bonn,  on  the  Bhine,  where  for  many  years  he  held  various  important  positions  in  the  musical 
establishment  of  the  Archbishop-Elector  of  Cologne,  whose  principal  palace  was  at  Bonn.  The  older 
Beethoven  was  at  first  the  solo  bass  singer  in  the  choir  and  in  the  opera;  later  stage-manager,  and  still 
later  musical  conductor.  Even  when  past  sixty  years  of  age  he  is  reported  to  have  left  the  conductor- 
ship  to  a substitute  in  order  to  himself  take  the  principal  bass  role  on  the  stage,  no  singer  capable  of  the 
part  being  at  hand. 


The  son  of  Grandfather  Beethoven  was  named  Johann,  an  extremely  gifted  musician  and  a tenor 
singer  in  the  choir  and  opera.  But  by  middle  life  he  had  become  terribly  dissipated  and  his  family  lived 
in  abject  poverty  while  the  husband  and  father  wasted  his  small  salary  in  the  ale-house. 

Under  these  circumstances  the  composer,  Beethoven,  the  oldest  child  of  Johann,  soon  became  the 
mainstay  of  the  family.  Showing  marked  talent  for  music  at  a very  early  age,  he  was  taught  at  first 
occasionally  by  his  father;  and  later  by  different  musicians  of  the  establishment,  who  had  become  inter- 
ested in  him.  Thus  soon  after  11  he  was  playing  viola  in  the  orchestra;  when  he  was  just  past 
12,  he  was  assistant  organist;  and  six  months  later  he  was  assistant-conductor  of  the  orchestra,  in 
which  capacity  it  was  bis  duty  to  conduct  the  sub-rehearsals,  adapt  the  music  to  the  resources  of  the 
company,  and  even  now  and  then  to  write  in  a new  aria  for  some  ambitious  singer,  when  it  happened 
that  the  opera  failed  to  supply  such  an  oportunity  for  applause.  For  this  difficult  and  taxing  work  he 
did  not  receive  a salary  until  he  was  past  17,  although  the  responsibility  remained  as  long  as  he 
lived  in  Bonn,  which  he  left  at  the  age  of  past  21. 

Desnite  the  poverty  and  miserable  circumstances  of  the  family,  the  young  Beethoven  made  friends. 
He  augmented  his  meagre  income  by  giving  piano  lessons,  upon  which  instrument  he  was,  as  early  as 
the  age  of  11,  a fine  player.  His  teacher  and  superior,  Neefe,  the  musical  director,  speaks  of  him 
as  playing  the  whole  ol  Bach’s  "Well  Tempered  Clavier  and.  improvising  upon  the  piano  with  re- 
markable brilliancy,  beauty  and  power.  Thus  he  not  only  found  a kind  of  second  mother  in  a wealthy 
lady,  Frau  von  Breucing,  whose  son  and  daughter  he  taught,  but  made  friends  with  several  members  of 
tbe  Vienna  aristocracy,  during  their  university  days  at  Bonn.  Young  Count  Waldstein,  the  same  to 
whom  the  Waldstein  sonata  was  afterwards  dedicated,  finding  that  the  boy  was  neglecting  his  piano 
practice  for  lack  of  a suitable  instrument,  hired  a grand  piano  and  had  it  sent  to  his  attic  room.  He  also 
made  friends  with  Count  Liehnowsky  and  others,  who  remained  his  admiring  and  affectionate  patrons 
through  life. 

During  this  period  of  Beethoven  at  Bonn,  we  have  only  two  other  distinct  side-lights,  beyond  the 
letter  of  Neefe,  already  mentioned.  When  he  was  about  17  he  is  said  to  have  been  granted  a 
sum  of  money  that  he  might  visit  Vienna,  where  he  called  upon  Mozart,  and  was  asked  by  that  great 
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master  to  improvise.upon  tlie  piano.  It  is  said  that  when  he  began  to  piay  and  was  thoroughly  warmed 
up  with  his  work,  Mozart  opened  the  door  into  the  nest  room,  where  he  had  left  some  friends  in  order  to 
receive  the  young  man,  and  remarked:  “Listen,  gentlemen;  we  will  hear  from  that  young  man  later. 

Also,  in  1792,  the  great  composed  Haydn  passed  near  Bonn,  on  his  way  to  London,  and  the  Bonn 
musicians  went  four  miles  up  the  river  to  Godesberg,  in  order  to  play  before  him  and  entertain  him; 
Beethoven  submitted  one  of  his  latest  compositions.  Haydn  saw  the  independence  of  the  young  man 
and  urged  him  to  come  to  Vienna  to  take  lessons  of  him.  Accordingly,  a year  later  Beethoven  did  go  to 
Vienna,  having  lessons  at  first  of  Haydn,  and,  when  he  had  left  for  his  second  visit  to  London,  of  a 
much  more  severe  teacher  of  theory,  Albretchsberger,  then  very  celebrated, . who,  like  Haydn,  soon 


Beethoven  arrived  in  Vienna  in  1793,  and  lived  there  all  the  rest  of  his  life, . 35  years. 
When  he  reached  Vienna  he  was  much  the  best  pianist  there,  at  least  much  the  most  interesting  to  hear; 
because  he  played  with  great  expression  and  power,  and  improvised  so  touchingly  that  _ the  listeners 
laughed  or  cried  as  the  music  made  them.  While  he  had  been  a diligent  composer  since  his  early  years, 
he  threw  away  everything  written  in  Bonn  and  onlypublished  his  opus  1 (first  work)  in  1796,  the  same 
consisting  of  three  trios  for  violin,  ’cello  and  piano. 

Almost  immediately  afterwards  he  published  his  opus  2 (second  work),  three  sonatas  dedicated  to 
Joseph  Haydn.  These  works  are  extremely  remarkable  as  first  works.  Each  one  of  the  three  follows  its 
own  model  and  is  entirely  unlike  the  others.  Already  the  Beethoven  qualities  shine  out.  Neither  of 
the  three  could  possibly  have  been  written  by  either  of  the  two  great  composers  who  then  ruled  the 
musical  world,  Haydn  and  Mozart.  They  are  much  bolder,  more  difficult  technically  than  anything 
of  the  older  composers,  and  they  go  far  beyond  them  in  the  variety  and  vigor  of  their  moods.  In  the 
first  sonata  the  Finale  is  full  of  the  Beethoven  power  and  sweeping  mood.  In  the  second  there  is  a slow 
movement  of  the  new  and  Beethovenish  type,  a movement  which  he  hardly  surpassed ; and  the  third  is 
very  long,  and  freely  developed,  quite  like  a concerto. 

All  his  life  long  after  this  Beethoven  remained  at  the  head  of  Vienna  musicians.  He  was  uni- 
versally admired  as  a great  master.  In  aristocratic  circles  he  was  in  great  demand  for  his  improvising, 
which  was  always  original  and  striking.  He  earned  his  livelihood  by  selling  compositions,  by  giving  les- 
sons (having  as  pupils  some  of  the  greatest  ladies  in  Vienna)  and  by  his  annual  concert,  in  which  he 
brought  forwards  new  works,  which  since  have  taken  their  place  in  the  world-treasury  of  great  music.  For 
example,  in  his  concert  December  22,  1808,  he  produced,  for  the  first  time,  two  symphonies  marked 
No.  5 and  No.  6.  The  first  was  the  so-called  “Pastorale”  and  the  second  the  great  one  now  known  as 
“No.  5,  in  C Minor.” 

The  power  and  charm  of  Beethoven’s  music  had  much  to  do  with  the  remarkable  change  in  musical 
style.  Haydn  and  Mozart  had  written  much  of  their  music  in  Sonata  form,  and  had  dropped  the  Fugue 
form,  which  had  been  for  Bach  the  one  form  in  which  he  wrote  or  improvised  when  meaning  to  show 
his  powers  at  their  best. 


LLi  UL/i-l  1UG1C  SCVCiC  or  moui  j , ~ ~ O “ J - — “ ' _ 

despaired  of  reducing  the  independent  young  master  to  the  stnct  rules  of  musical  composition  as  then 
taught. 


one  opera,  and  so  on. 


During  the  latter  part  of  his  life  Beethoven  became  wholly  deaf,  unable  to  hear  conversation, 
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FORM  AND  STRUCTURE —The  entire  piece  consists  of  two  movements,  the  first  being  in  regular  sonata 
form,  and  the  second  movement  being  called  a minuet.  We  will  take  up 
the  movements  separately.  The  first  division  of  the  sonata  closes  at  the  double  bar  at  the  end  of  measure 
52.  The  principal  theme  extends  to  the  beginning  of  measure  15.  It  is  a period,  or  rather  a double  sec- 
tion, extended  nearly  seven  measures.  The  transition  passage  begins  at  measure  15,  and  ends  at  measure 
20.  The  secondary  theme  begins  on  the  second  half  of  measure  20  and  continues  through  measure  35. 
Measure  16  takes  up  an  episode,  and  the  closing  theme  begins  with  measure  49.  The  second  division  or 
development  section  of  the  sonata  begins  at  measure  53  and  continues  through  measure  66.  It  is  thus 
quite  short,  being  about  half  the  length  that  Beethoven  usually  gave  to  the  development  section  of  the 
sonata,  and  moreover  it  is,  to  a certain  extent,  new  material.  The  third  division  of  the  sonata  or  reprise 
begins  with  measure  67.  Notice  that  the  original  period,  which  was  a long  one  in  the  first  part,  is  here 
only  8 measures  long.  Then  an  episode  from  the  first  division  is  inserted  in  place  of  an  extension  of  the 
measure.  The  transitional  scheme  occurs  this  time  considerably  altered  from  its  first  appearance.  Then 
comes  the  secondary  theme  again  beginning  in  the  latter  half  of  measure  87  and  continued  through  measure 
102.  With  103  an  episode  begins  again,  and  the  closing  theme  begins  in  measure  116,  and  continues  to 
the  end  of  the  movement.  The  secondary  theme  in  the  first  division  was  in  the  key  of  D,  in  the  second  di- 
vision it  is  in  the  key  of  G,  that  is  the  key  of  the  piece. 

The  minuet  starts  in  measure  123,  which  is  an  incomplete  measure.  It  begins  on  the  third  count  of 
that  measure ; thus,  the  working  form  of  the  measure  in  this  movement  is  3-2,  1.  The  first  theme  of  the 
minuet  extends  to  measure  143  and  is  in  three-part  s song  form.  The  second  theme  begins  at  measure 
144  and  continues  through  measure  169.  It  is  thus  long  and  resembles  the  working  out  or  development 
section  of  the  sonata.  Measure  169,  third  quarter,  the  first  theme  appears  again  and  continues  to  189.  At 
190  the  second  alternate  theme  appears,  which,  in  measure  209,  leads  to  the  main  theme  again.  On  the 
third  quarter  of  measure  229,  the  coda  of  the  piece  begins  and  continues  to  the  end  of  the  piece.  The  minuet 
is  usually  in  composite  song  form.  We  may  regard  this  piece  as  being  in  composite  song  form  having  two 
trios,  the  first  being  the  theme  beginning  in  measure  144,  the  second  trio  being  that  beginning  with 
measure  190.  The  entire  piece  may  be  regarded  as  a loosely  constructed  rondo.  It  is  sometimes  difficult 
to  distinguish  one  from  the  other. 

HOW  TO  STUDY— The  student  who  has  atttentively  followed  the  course  to  the  present  time,  and  who 
has  benefited  by  the  instructions  of  the  lessons  in  regard  to  methods  of  practice,  and 
also  by  the  special  instructions  which  accompanied  the  studies  that  go  with  these  lessons,  can  have  no 
possible  difficulty  with  this  piece.  The  piece  has  fairly  even  technical  difficulty  throughout,  and  it  will 
only  be  necessary  to  practice  carefully  in  small  sections,  and  to  apply  the  devices  already  described  in 
order  to  get  a good  finished  performance  of  this  piece.  The  minuet  is  really  a most  charming  composition. 
The  theme  of  this  minuet  was  used  in  another  place  by  Beethoven  for  the  minuet  of  a piece,  that  was  his 
celebrated  Septet  for  wind  and  string  instruments.  If  the  pupil  could  get  an  arrangement  of  this  piece  and 
familiarize  himself  with  it  from  the  piano  score,  or  even  from  the  original  score,  he  will  find  it  one  of  the 
most  magnificent  compositions  in  all  the  realm  of  musical  literature. 
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a) .  Strike  all  short  appog-giaturas  on  the  beat,  simultaneously  'with  the  accompaniment- note. 

b)  F#  should  be  executed  as  a long-,  accented  appog-g-iatura: 


Sonata-  g 


4 


Sonata  g 


a)  mp  {mezzo  piano,  moderately  soft)  signifies  a degree  of  tone -power  midway  between  p and  mf. 
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